Abstract S. H. Mosenthal's blockbuster drama Deborah, popularized in the English-speaking world as Leah, The Forsaken, delivered generations of nineteenth-century theatergoers fantasies about Jewish women. This paper explores the rich performance history of this work, offering a new perspective on the role of popular culture in launching distinctly liberal forms of philosemitism.
stage. Five years later, while en route to America in search of a land where Christians and Jews can live together in freedom, Deborah returns to the village to learn that Joseph has been pleading with Emperor Joseph II to grant Jews more rights. Once she speaks with Joseph's wife Hanna and meets their daughter, whom they have named Deborah, her heart melts; she is overcome with remorse, and as she makes her exit, she blesses the Christian couple.
Mosenthal's contemporaries in the German-speaking world regarded Deborah as a topical drama, a nineteenth-century heir to Lessing's Nathan the Wise (1779) that played into and fed off of contemporary liberal sympathy for the cause of Jewish emancipation. For Mosenthal's idol, Franz Grillparzer, the towering figure of nineteenth-century Austrian literature, this was precisely what was wrong with the drama. Mosenthal borrowed the concept for Deborah from his friend Otto Prechtler, who had been planning to make a drama out of the libretto he had written for Mara (1842), a romantic opera about a gypsy woman forsaken by her non-gypsy lover. 4 Grillparzer complained to Mosenthal that making Deborah a gypsy or some other "vagabond girl" would have lent his drama a more timeless quality, allowing the "purely human" dimension of the conflict to take center stage.
5 Among the literary elite, Grillparzer was hardly alone in his impatience with the way Mosenthal wedded the plot of his drama to the topical issue of Jewish emancipation. The esteemed journalist and literary historian Julian Schmidt took issue as much with Mosenthal's penchant for melodrama and grand theatrical effects as with his unfortunate idealization of Jews on stage. 6 The director of the Burgtheater in Vienna, the most prestigious stage in the German-speaking world, refused even to consider producing what he dismissed as Mosenthal's Judenstück until 1864-only after Leah had established itself as a showstopper in both New York and London. 7 Whatever the misgivings of the literary elite may have been, both the discussion in Harper's and the play's reception indicate that audiences were drawn to Mosenthal's drama precisely because of its grandiose portrayal of Jewish suffering. Despite Grillparzer's reservations over its tendentiousness, Deborah proved captivating to diverse audiences, from the crowds enthralled by Kate Bateman's performance of Leah in New York and London to the hundreds of thousands of theatergoers who flocked to see performances of Deborah across the German-speaking world. Indeed, Deborah was among the biggest box office successes of any German drama of the period. Translated into 15 languages, it became a fixture in theater repertoires throughout Europe, America and the British Empire and remained so for much of the nineteenth century. Whether known as Deborah or Leah-or Miriam, Naomi, Ruth, Hager, Rebecca, Lysiah or Clysbia-Mosenthal's drama quickly became the premiere dramatic representation of the figure of the beautiful Jewess and a favorite star vehicle for celebrities from Adelaide Ristori and Fanny Janauschek to Kate Bateman and Sarah Bernhardt. Deborah spawned operas in Italian and Czech, burlesques, poems, musical selections for voice and piano, a novel fraudulently marketed as the original basis for the play, and thousands of souvenir photographs of celebrity actresses in character as Mosenthal's Jewess. When Mosenthal died in 1877, the Viennese writer Karl von Thaler joked in an obituary that his tombstone should read: "Here rests a poet from the attacks of his critics."
8 For the most part, Deborah never earned the approval of the literary elite. 9 As Leopold Sacher-Masoch commented a year after his death, nevertheless, Mosenthal was the only German dramatist of his era who managed to write a play that became a true international sensation. 10 Deborah's popularity in the Englishspeaking world continued long after it ceded its place on the German stage, leading to three silent film versions of Leah in the first two decades of the twentieth century.
The transnational performance history of this great sensation of the nineteenth-century stage provides a unique perspective on the relationship between popular culture, philosemitism, and the liberal imagination, offering a fascinating glimpse into models of Jewishness produced on stage for the non-Jewish public that official organs of Jewish life often found problematic. Deborah, indeed, relishes in stereotypes of passionate, sexual Jewish women and vengeful Jewish men, and even non-Jewish commentators noted that it tended to cast Judaism as a disruptive force needing to be tamed by Christian love. 11 Deborah's curse scene overflows in invocations of Old Testament vengeance before she melts at the conclusion of the drama, setting off for America proclaiming, "I shall now move away with my own people, a symbol of the tribe that has renounced its hatred now we know that you can love us."
12 Jewish leaders often found little to admire in this tale of a Jewess forsaken by her Gentile lover. 12 My translation, based on the German original, "Fort mit den Meinen will ich wieder zieh'n, / Ein Bild des Stamms, der seinen Hass geopfert / Seitdem er weiss, dass Ihr ihn lieben könnt" (Deborah, 118). We find a similar dynamic in Daly's American version of the play, even though it is not echoed as forcefully in Deborah/Leah's lines here: "I will wander on with my people, but the hate that I have nourished has departed. I may not love, but I forgive..." (Daly, Leah, 43).
The most prominent Jewish newspaper at the time, the Allgemeine Zeitung des Judenthums, charged Mosenthal in 1850 with "flirting with the Christian world" and depicting Jews in an unflattering light.
13 One prominent rabbi dismissed Deborah in 1863 a drama "with Jewish characters in a supremely un-Jewish spirit."
14 Immediately after its Viennese premier in March 1849, functionaries from the Jewish community openly expressed their displeasure to Mosenthal, causing him to panic momentarily that he had betrayed his coreligionists.
15
It would be easy enough to subject Deborah to a close reading that would demonstrate that the era's most popular play on a Jewish theme was full of latent antisemitism-or at least marred by ambivalence over Jewish emancipation. 16 In his vision of the exotic beautiful Jewess, Mosenthal built on a long tradition stemming from Shakespeare's The Merchant of Venice and Lessing's Nathan (1779) to Walter Scott's Ivanhoe (1819) and Fromental 13 "Kreuz-und Querzüge. Von der Saale, 26. Dezember," Allgemeine Zeitung des Judenthums, vol. 14, no. 1 (January 1, 1850), 2-3. 14 Halévy's grand opera La juive (1835).
17 Like Halévy's opera, another pan-European blockbuster of the period, Mosenthal's drama invites sympathy for its Jewish characters at the same time as it shrouds them in the specter of Old Testament vengeance. In this sense, Deborah and Leah, like Halévy's Rachel, were Shylock's daughters, and Mosenthal's drama needs to be seen alongside the frequent nineteenth-century reinterpretation of Shylock as a tragic and sympathetic figure-one popularized in part by prominent Jewish actors such as Bogumil Dawison.
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Focusing on the mere presence of negative stereotypes thus runs the risk of deflecting our attention from their function, obscuring the way in which Deborah helped create a culture not of antisemitism but of philosemitic liberalism. Despite the misgivings of both the literary elite and certain Jewish leaders, theater audiences around the world took enormous pleasure in witnessing the sufferings of Mosenthal's Jewess, well aware that they were attending a play that sought to convince its audiences to render such suffering a thing of the past. Much of what made Deborah appealing, as highbrow critics noted with displeasure, was Mosenthal's predilection for grand theatrical effects and melodramatic excess. In what follows, accordingly, I want to investigate the affective responses that Deborah engendered in detail, exploring the theatrical excitement and liberal sentiments that Deborah aroused in its audiences. Doing so will necessitate a close reading not of the text itself but of the vast historical materials available on the performance and reception of this drama. Rather than probing the text of Deborah for deeper, allegedly more troubling meanings, I want to take its philosemitism seriously, exploring how it gave rise to theatrical pleasures of sympathy that were felt to be liberating, and not just for non-Jews eager to find a vehicle for expressing ambivalence about Jews. Indeed, despite the official censure of Jewish leaders, Deborah eventually came to take on special significance for Jews as well, becoming a favorite play for Jewish theater troupes. When the Jewish community in Graz was founded in 1869, its board of directors toasted the author of Deborah as the pioneer who made it possible for Jews to make Styria their home. 19 The exotic visions of Jewishness that Deborah promoted were not simply the product of Christian fantasy. The performance history of Deborah, we shall see, gives us a window into a tradition of philosemitic liberalism that was produced by Jews and non-Jews alike.
20 My analysis will proceed by first giving a sampling of the responses Deborah engendered in the Germanspeaking world, examining how Mosenthal's drama functioned as a theatrical spectacle to generate sympathy for Jews. Against this backdrop, I shall then elaborate my claim that melodrama-with its emotional excess and flamboyant use of stereotypes-could represent a site where Jews and non-Jews came together to forge an affective community predicated on a liberal identification with Jewish suffering that deserves to be taken seriously. 
Star culture: Stage Jewesses and the workings of sympathy
Let us begin with Deborah's Prague premiere in May 1849. The daily newspaper Bohemia noted that Mosenthal's play was a failure as a drama that compared unfavorably to the two most prominent plays on Jewish themes in the repertory: it lacked the aesthetic perfection of Lessing's Nathan the Wise and the intellectual subtlety of Karl Gutzkow's Uriel Acosta. But as this critic conceded, Deborah still made for a riveting night at the theater, and this was thanks to Marie Frey, who gave the public a virtuoso performance that was the best thing Prague theatergoers had experienced in years. 21 At the premiere, Frey was called back to the stage five times, and her subsequent performances made Deborah the hit of the 1849 theater season and beyond, far more popular with audiences than Friedrich Hebbel's now canonical Maria Magdalene. 22 Reports from Berlin created a high level of excitement leading up to the Prague premiere, and according to a reviewer in the evening paper, Prague audiences had every right to feel that "their" Deborah was in no way inferior to its precursors.
23 Frey, one of the most popular actresses in the Prague German theater in the mid nineteenth century, 24 enabled her audiences to experience the "historical curse" of anti-Jewish prejudice being lifted to make way for a brave new world where Jews might be reconciled with Christians, and she did so through "electrifying" performances. 25 At one performance in 1850, in fact, several women were so shaken up by Frey's passion playing Deborah that they fainted.
26
As Juliane Vogel has commented, nineteenth-century theatrical culture often hinged on spectacular performances of women's fury, on "grand scenes" of female rage that were often the driving force behind the lure theater held for its audiences.
27 With Deborah's elaborate curse scene at the end of the third act, followed by the taming of her passions and her reconciliation with Joseph and Hanna at the end of the drama, Mosenthal's Deborah seemed ready-made to fit this bill, even when actresses playing Deborah did not cause audience members to lose consciousness. Bertha Thomas, who created the role of Deborah at the celebrated Berlin premiere six days before the drama opened in Prague, did not just receive an enthusiastic standing ovation at the end of the performance; at numerous times in the middle of the play she was called back to the stage by thunderous applause. 28 As one contemporary noted, even Mosenthal, who came to the Berlin premiere, was taken aback by what Thomas made out of the figure of Deborah:
The dramatist Mosenthal to reconciliation and forgiveness, she brings forth the passions and sufferings of this southern, Oriental woman from the innermost depths of her soul, pronouncing farewell blessings on the Christian couple that trigger the most heartfelt emotions of all the members of the audience-including the playwright.
In the face of this performance, the faults of Mosenthal's drama are easily forgotten. A poem published in the Vossische Zeitung in Berlin soon after the premiere acknowledged this subordination of playwright to actress, leaving no doubt that it was Thomas's Jewess and not Mosenthal the Jewish writer who was the star of the day:
The Thomas rightfully robs Mosenthal of his laurels, stealing the fire of the Jewish writer to pronounce a new dawn for Zion, one that rests on the play's obvious demand for "making Jews equal before the law."
31 This non-Jewish actress gives her audience the ultimate theatrical spectacle, enabling them to experience the emotional highs and lows of Jewish suffering so that they come to imagine a new Jerusalem for Jews in modern Europe. The Jewishness Thomas produces on the stage has political value, that is, not despite its theatricality but because of it.
A celebrated star of the Berlin stage, Thomas died just three years after she created the role of Deborah in Berlin. In the final years of her life, this role became increasingly central to her persona. In 1852, Emil Devrient from the court theater in Dresden invited Thomas to join him in a mission to London, where he and other leading German actors would demonstrate to Shakespeare's countrymen the grandeur of the contemporary German theater. Thomas made her participation in this effort contingent on her opening the tour by playing Deborah, a condition Devrient had to refuse given that he had committed to performing only classic German drama before introducing the public, on a subsequent tour, to more contemporary fare. 32 Instead of traveling to London, Thomas used her summer vacation for guest performances from Cologne to Königsberg. After playing Lady Macbeth in Königsberg, she gave in to the request of the theater director in Thorn in Posen (modern-day Toruń, in central Poland) to stop and perform Deborah there on her way back to Berlin. Soon after playing Deborah in Thorn to great acclaim, however, Thomas came down with rheumatic fever. She not only continued to recite lines from Deborah in her delirium.
33 She also died in character, as a contemporary account makes clear: Thomas did not just die a tragic death at the age of 33. She died very much as Deborah, bidding farewell to fans near and far with the same blessing she used to forgive and bless the Christian world that had wronged her on stage. Local fans in Thorn, inspired by the performance of the actress whom they had only known as Deborah, demonstrated their sympathy in unprecedented ways, and this story continued to be cultivated for decades. Mosenthal himself, in an 1874 essay, recalled how even at the dress rehearsal in Berlin he was shaken to the core by the passionate performance of the actress who would die three years later after declaiming lines from Deborah in her feverish fantasies.
35
It was not just in places like Thorn that audiences flocked to theaters to worship leading ladies bringing Mosenthal's exotic Jewess to life. The celebrated actress Marie Damböck earned rave reviews playing Deborah throughout the German-speaking world. In 1857, she opened a series of guest performances in the Franconian town of Ansbach with Deborah, with unusually high ticket prices. 36 In the eyes of the individuals who wrote into the Ansbacher Morgenblatt to report on the production, Damböck's "genius" performance of Deborah was well worth the inflated price for seats. Damböck did not just use Mosenthal's drama as a "showpiece." Skillfully avoiding melodramatic excess, she performed the role with tremendous moderation, giving even "the most passionate scenes the consecration of true art." Nowhere was this more apparent than in her performance of the curse scene: "There was no hollow pathos audible here, this was the outcry of a fatally wounded heart in its horrific truth. The actress was called back to the stage twice by enormous applause at the end of the third act, which proves just how much the entire public recognized this genuine artistic achievement."
37
Here as well, Deborah did not just function as a star vehicle. It enabled leading actresses to transform Mosenthal's melodramatic script into a great work of art, one that, for this reviewer, promised to be equaled-but not surpassed-by Damböck's forthcoming appearance in Schiller's Maria Stuart. As was the case with Thomas, Deborah became in Damböck's hands something much greater than Mosenthal's drama. Indeed, an 1851 article in a Munich newspaper already commented on Damböck's unique ability to make Mosenthal's drama rise above its "exaggerated situations" to give a vivid portrait of "the noble Jewish soul" that ascended into the spheres of the spirit: "We are the declared enemies of the 'very popular' topical literature with its declaiming heroism. Miss Damböck, however, brought a vision to life that was full of ideal truth, spirit, and high, rich coloring. Indeed, this almost made us forgive the morbid nature of this type of literature."
38 As a Munich reviewer noted in 1850, Damböck's extraordinary Deborah gave contemporary German audiences the much needed opportunity to experience something approaching the grandeur of Greek tragedy. 39 But as audiences inevitably realized, Deborah was neither Greek nor a Scottish queen executed by Elizabeth I. She was a "dame full of spirit, mind, and universal, Oriental culture,"
40 an "Oriental woman struggling with prejudices against her tribe and her faith."
41
It was Damböck's brilliant combination of "the deep national conception of this role and the captivating fire of her performance" that enabled her to triumph as Deborah. 42 Her performance elevated the exotic distinctness of the Jewess into the realm of high culture, healing Mosenthal's script from the sickness of topical literature to render his moving plea for acceptance of Jews into the epitome of great contemporary drama.
Of all the German actresses who played Deborah, none achieved greater fame in Europe and beyond than Fanny Janauschek. Born in Prague in 1830, Janauschek created the role in Frankfurt am Main in 1849 where she was-at 19-the leading actress of the Frankfurter Stadttheater. She subsequently played Deborah throughout the German-speaking world in the 1850s and 1860s. Performing Deborah in New York, in German, on her first American tour in 1867, she was discovered by Augustin Daly, who encouraged her to learn English and set her up 35 Mosenthal, "Aus den 'Memoiren' der Deborah," 312. 36 as a grand exposition of the ways in which "the justice, culture, and humanity of modern times" now have the unprecedented opportunity to eradicate from the face of the earth the "Jews' immeasurable suffering and pain" and the "world sin" of unjust persecution responsible for it. 43 The brilliance of Mosenthal's Deborah, here too, hinges on its leading lady, who "played the title role with all the fire of southern passion and all the truth of human feeling." By playing this "beautiful Oriental woman" with such passion, Janauschek did not just evoke the audience's sympathies with Jewish suffering: "Her performance was reminiscent of Rachel, but she was not a copy, she was burning with inspiration." 44 The reviewer here compares the 19-year-old Janauschek to Elisabeth-Rachel Félix, the French celebrity actress known as "Rachel" whose Jewishness was very much in the public eye.
45 Janauschek did not just perform Deborah with "southern fervor." She did so in such a way as to give German audiences their own great "Jewish" actress, one in no way inferior to the international star from the other side of the Rhine.
When performing Deborah in Bremen in 1861, after Rachel's death, Janauschek produced similar reactions: "Italy has its Ristori; France had its Rachel; and Germany can be proud to call a Janauschek its own."
46 Like Thomas, Janauschek was often praised for steering clear of the melodramatic excesses of Mosenthal's drama. According to a correspondent who wrote into the Deutsches Theater-Album to report on a packed performance of Deborah in Vienna in 1863, it was Janauschek's genius to avoid the "grand excesses of all type" that Mosenthal's character typically gave rise to, restoring Deborah "to the proper artistic measure." The result was "a mood that gripped the entire auditorium," a "chorus of tears …indeed that took hold of man and woman alike."
47 A note on a Munich performance in the same year praised Januaschek in similar terms, invoking the "irresistible force" of her performance, which overcame an audience unable to defend itself against the onset of tears and sympathy for the "passionate, proud Jewess" whom she brought to life so effectively on the stage.
48 It was Janauschek's Deborah that set the standard for all others, and aspiring actresses who selected this role to showcase their talents were inevitably compared to her. Not surprisingly, when the Hungarian actress Lila von Bulyovsky began to perform Deborah to packed houses in the 1860s, often giving Deborah the subtitle A Jewish Girl from Hungary, 49 she often earned the nickname "the 'Hungarian' Rachel." 50 In this way, scores of non-Jewish actresses defined Jewishness through their masterful performances of Mosenthal's suffering heroine on stage, converting the theater into a space where audiences could admire their virtuoso performances at the same time as they felt sympathy with Jewish suffering. Clearly, the theatrical culture Mosenthal gave rise to was the antithesis of a Brechtian poetics of estrangement. Nineteenth-century divas transformed Mosenthal's melodrama into an alleged exemplar of great art, giving rise to pleasures that were paradoxically deeply theatrical and antitheatrical at once: audiences were moved by their identification with Jewishness at the same time as they came to revere the actresses who made this possible. Let me unpack this apparent paradox through one final example, turning to Kate Bateman, the Baltimore native who created the role of Leah in Boston and New York in 1862-63 before bringing Daly's play to London where it ran for a stellar 210 performances and became one of the most successful dramas of the decade. Daly, who knew no German, based his play on a literal translation of Deborah a friend produced for him in New York, and made numerous changes to the plot, largely to transform Deborah into what one reviewer insisted was the type of "sensation piece" popular with Anglo-American audiences. original in melodramatic excess. Daly deleted from the play the character of Ruben, the liberal leader of the group of wandering Jews headed off for America at the end of the play. He upped the ante on the schoolmaster, transforming this figure, a secret convert from Judaism in the original, into a grand villain and self-hating Jew who is denounced by Leah in the play's final scene.
Within the limited context of this article, examining the career of Leah, The Forsaken in the U.S. and throughout the British Empire, on stage and on the silver screen, would take us too far afield. 52 What matters here is the way the British production was discussed in the German press. German theatergoers inevitably took pride in the fact that their Deborah had become the showstopper of the London theater season. Bateman herself, once she learned that Mosenthal was in fact not dead, as she had thought, sent him half of her earnings from the 100 th performance in London (50 pounds), along with a heartfelt invitation to come see a performance in London.
53 Mosenthal did travel to London, in 1865, where he was greeted with the usual thunderous applause. For the audiences that poured into the Adelphi Theatre night after night to see Bateman perform, however, it was Bateman who was the true star. As an article in a Viennese review journal made clear, Daly's play was an extravaganza superior to Mosenthal's original. In part, this was due to Daly's script, the costumes, and the music providing "melodramatic accompaniment" for the long lyrical scenes. Most of all, it was because of the 23-year-old star from America, who gave a tour-de-force performance throughout but particularly in the play's final scene:
Here her whole being collapses, as it were, into a stream of tears. This is no theatrical crying, it is a natural, almost elementary eruption of the deepest agony, the highest joy. The sobbing robs her of language, her next words are unarticulated sounds that melt together with tears and kisses. The entire auditorium is magically forced to cry and sob along with her, and enjoys this emotion with truly thirsty zeal.
How can an artist produce this same shocking effect every evening for a year, making it seem that she herself is experiencing these feelings, and how does she manage to generate the spirit and the strength to do so without losing stamina? Someone else will have to explain this phenomenon. For us it is a physiological and a psychological rarity.
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Like much nineteenth-century theatrical journalism, this review does not merely report on a production. It seeks to capture, for its German readers, the thrill of Bateman's spectacular acting and the primal power it holds over her London audience. The formidable, raw emotion that Bateman brings to her performance of Leah forces audience after audience to partake in her intense suffering and enjoy the experience of doing so. In transforming the theater into a magical arena where night after night she becomes Leah and overwhelms her audience in doing so, Bateman does not just play the Jewess. She forces her audiences to delight in their empathy with Jewish suffering, delivering a performance that has a parallel even as it defies the laws of physiology and psychology alike: echoing advertisements used in New York in 1863, this article refers to Bateman explicitly as "the American Rachel." 55 Bateman's magical performance-"this is no theatrical crying"-brings Leah to life, elevating melodrama into the realm of great art and creating a theatrical experience in which the theater itself disappears. In this way, Bateman establishes herself not just as a great actress but as a great Jewish actress as well. 
Philosemitism: A Jewish-Non-Jewish Coproduction?
Bateman, of course, was not Jewish. Indeed, one recent critic has argued that she offered up a "sanitized and thus palatable Jew" that enabled audiences to forget real Jewish suffering.
56 I am not convinced, however, that there is ample evidence to claim that Deborah or Leah rendered audiences blind to real Jewish suffering, or that it makes sense to charge a melodrama that trafficked so liberally in stereotypes with lacking authenticity. As I mentioned earlier, there was a Jewish tradition of complaining that Mosenthal's drama was wanting in Jewish substance, and there were Jewish writers who critiqued the exotic type of the beautiful Jewess that Mosenthal, Daly and their audiences found so entrancing.
57 Certainly, images of Sarah Bernhardt posing in front of a cross held as much appeal to some Jewish audiences as those performances in southern Germany where Deborah draped herself in a traditional Jewish prayer shawl. In the 1860s, however, the American Jewish press expressed unequivocal enthusiasm for both Daly's Leah and Bateman's performance. 59 Indeed, Jewish newspapers in the U.S. celebrated the play's powerful arguments against prejudice and praised Bateman's performance of a Jewish woman wronged who finds comfort in returning to her "imperishable religion" to "feel those pure emotions of Divine love" and extend forgiveness.
60 As noted earlier, Mosenthal earned a special place of honor at the founding of the Jewish community in Graz in 1869, where the author of Deborah was heralded as the pioneer who made it possible for Jews to find a home in Styria, the region where his play was set. In coming to terms with the Deborah phenomenon, we need to stress thus the function of these stereotypes and not just their patent lack of realism. Non-Jews playing Deborah did not perpetuate the type-casting of nineteenth-century anti-Jewish farces, indulging in a form of ethnic masquerade that needs to be approached with suspicion. 61 Mosenthal's drama used the figure of the beautiful, seductive Jewess to conjure up broader visions of universalism and liberal community, ones engineered to have a place for Jews that the limited world of Mosenthal's drama could not yet accommodate. Experiencing the thrill of Deborah's suffering in the theater-preferably performed by a virtuoso actress ready to be worshipped as the next Rachel-gave audiences a space where they could take pleasure in their own liberal sentiments, leaving the theater confident that their experiences of sympathy might help inaugurate a brighter day.
Mosenthal's detractors often complained about both his penchant for melodramatic effect and the Jewishness of his work, often connecting the two. The Swiss writer Gottfried Keller, for instance, noted in an 1855 essay that Mosenthal's talents lay in creating the type of "melodramatic hodgepodge of effects" only to be found in "the stuff of the most profit-hungry and most impish haggling Jew." 62 As he explained to a friend, Mosenthal engaged in theatrical "speculation," taking advantage of the "the weaknesses of the public" to present his audiences with "a collection of tiny little effects stubbled together with a truly Jewish baseness and impertinence." 63 In the wake of Richard Wagner's 1850 essay on "Judaism in Music," indeed, many others were quick to denounce Mosenthal's commercial success as a distinctly Jewish encroachment into German culture. 64 What is striking about the sources I have been considering-most of which appeared in daily newspapers rather than in elite literary reviews-is not just the relative lack of discomfort over the play's Jewish content but the almost uniform consensus that this theatrical sensation promoted secular principles of liberal universalism that were not up for debate. As a Frankfurt paper noted in 1849, reviewing Janauschek, "Deborah perishes, but in the transfiguration of her being and her feelings, she becomes a beautiful image of the age that purifies the cinders through fire." 65 For the audience that remained behind, the intense theatrical experience of feeling Deborah's pain could live on as a memory of Jewish suffering well suited to become the sign of a new age devoid of the popular prejudice that created such suffering. Through dazzling performances by actresses, many of whom gained their immortality by performing Deborah or Leah's demise, nineteenth-century audiences could spend two and a half hours identifying intensely with the sufferings of an exotic Jewish woman, and they could do so with the sense that they were participating in a transnational community constituted by its empathy with an extraordinary spectacle of Jewish martyrdom.
For the large number of theatergoers who were enthusiastic about Deborah, the fact that Mosenthal was himself Jewish was not a problem. It could be part of the play's appeal. Exploring Deborah from the perspective of theater history forces us to confront moments when Jews and non-Jews worked together-as writers, producers, actors, or audience members-to produce and experience conceptions of Jewish otherness. From Bertha Thomas to Fanny Janauschek, many of those performing Deborah on stage were not Jewish. It is just as significant, however, that from Zerline Würzburg to Sarah Bernhardt, a number of prominent Jewish actresses also played the role, and that the play eventually came to be popular among Jewish audiences in German, Hebrew, Yiddish, and English. The relatively unauthorized world of popular theater was thus much more than a minefield for profithungry Jews eager to commodify culture or a forum for perpetuating exotic visions of Jewish otherness that had nothing to do with real Jews. It was a place where Jews and non-Jews could come together to enjoy the liberal pleasures of philosemitism.
The Jewishness produced on the stage may have been an exotic abstraction, in other words, but it was one that Jews decisively helped shape. A few final examples will help spell out the extent to which the reception of Deborah hinged on a type of philosemitism that was a Jewish-non-Jewish coproduction. Eduard Kulke, a Jewish writer in Vienna, saw Deborah numerous times in Dresden and Vienna. His favorite performance, however, was one that he himself occasioned during his student days while visiting family in his Moravian hometown of Kostel in 1851. When the couple in charge of a wandering theater troupe grew disappointed that their usual fare of plays about knights and robbers was not playing as well with the locals as they expected, they approached Kulke for advice, and he recommended Deborah. "'Oh, the Jewish play by the Jewish Schiller?' the director's wife responded. 'What troupe doesn't have that in its repertoire? I play Deborah myself, just as you see me here, with my blond hair, for I don't wear wigs, and my husband plays Joseph.'" 66 Inspired by this response, Kulke took on the task of arranging for publicity, writing a cheesy invitation in iambic pentameter to Jews and Christians alike speaking in glowing terms of the wonders they might expect to experience in the theater. 67 According to Kulke's account, no one was disappointed, despite the fact that the script had to be changed to accommodate the blond actress.
The traveling troupe in southwest Moravia was not the only group to celebrate Mosenthal as the Jewish Schiller. One year later, and 500 miles away, in the German resort town of Bad Kreuznach, a report circulating throughout the German and Austrian press helped frame Mosenthal's play in similar terms: "A traveling theater troupe visiting Kreuznach during the resort season recently performed Mosenthal's thrilling play Deborah there. Kreuznach has many Jewish inhabitants, and the play director thus found it wise to make the following remark under the title: "On account of his great talent, the author of this tragedy, an Israelite, is universally known as the Jewish Schiller." 68 This advertisement obviously sought to do what was good for business. But we need not approach this celebration of Mosenthal as a great Jewish writer of an immensely popular German play with unnecessary skepticism. Deborah was performed and enjoyed as a Jewish play, and like their peers in Kostel, this theater troupe expected that the local Jewish community would greet the performance of the Jewish Schiller's masterpiece with enthusiasm. The fact that this anecdote appeared in newspapers from Frankfurt to Vienna indicated an expectation that this charming story of local lore would be of wide interest. It bears mentioning here that Janauschek did not just make her English language debut working with Daly playing Deborah at the New York Academy of Music. She also performed the play, in German, at a high-profile New York benefit for the Hebrew Free School Association, a Jewish organization that sought to provide free-of-cost religious education to Jewish immigrant children. 69 At the performance, Janauschek earned roaring applause, and the president and the secretary of the association thanked her profusely for using one of her greatest roles to help the association in its "benevolent labor of importing a free Hebrew education to the Israelitish youth of this city."
70 In 1911, the Zionist Council of Pittsburgh, inspired by recent performances of Leah by the Yiddish actress Bertha Kalich, chose Daly's drama for an all-Jewish cast to perform at a high-profile fundraising benefit.
71 When traveling theater troupes stopped in Kingston, Jamaica in the nineteenth century, they often selected Deborah as a play that would be of natural interest to the local Jewish elite.
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The play's premiere at the Burgtheater in Vienna deserves to be brought up here as well. In the 1850s, as I mentioned earlier, the powers that be had no interest in performing Mosenthal's "Jewish play," and it was only after Leah took London by storm that Deborah had its Burgtheater premiere. Mosenthal marked the arrival of his play at this bastion of German high culture by arranging for special music foregrounding the play's Jewish content and themes. As newspapers reported, he himself supplied the (non-Jewish) composer Robert von Hornstein "ancient Hebrew melodies," or at least "some motifs from the synagogue which are supposed to be ancient Hebrew in origin."
73 Advertisements for Deborah at the Burgtheater routinely highlighted the "ancient Hebrew music," which Hornstein included in the overture and entr'acte, which continued to be used in performances of Deborah for decades. 74 Clearly, there are differences between a playwright providing a composer musical material for a production at the Burgtheater and performances of the same play by traveling theater troupes, whether in backwater towns in the Habsburg Empire, upscale resorts in the Rhineland, or in British colonial capitals in the West Indies. And the use of Deborah for benefits for Jewish causes places Mosenthal's drama in yet another set of contexts. But all these cases underscore moments when Jews and non-Jews came together to produce and experience sentimental models of Jewishness on stage that were geared at articulating broader visions of a liberal political community.
Mosenthal contra Wagner? Popular culture and the pleasures of sympathy
Despite my best efforts to locate it, the von Hornstein score is lost. My suspicion is that-like the cover of the American sheet music reproduced here-it indulges in exoticizing stereotypes that, like Mosenthal's drama as a whole, were as distasteful to the literary elite as they were to some Jewish community leaders.
75 Yet here again, interrogating the authenticity of the idealized visions of Jewishness deflects our attention from the function of these performances. In its various versions, Deborah was a drama that defined the type of the beautiful Jewess for a generation. What is striking about the performance history of the play is not that Deborah promoted stereotypes but the liberal passions it stirred in its performances of Jewishness on stage. Rather than seeking to overturn stereotypes, performances of Deborah relished in them, providing actresses a star vehicle that enabled them to 74 See here, for instance, advertisement, Wiener Zeitung, September 11, 1864. 75 A cynical review in the Neue freie Presse noted that at its best, von Hornstein's music was as "idyllic as, say, a round dance of cows from Hebrew Switzerland," with a finale that was a grand "march of tolerance." See "Feuilleton. Burgtheater. 'Deborah.' Volksschauspiel von Mosenthal," Neue freie Presse, September 13, 1864. establish themselves as the next Rachel while ensuring that the Jewish suffering of the play's title figure gave rise to the pleasures of liberal sentiments of universalism for the audience.
In "Judaism in Music," his now infamous essay of 1850, Richard Wagner complained that those who argued for Jewish emancipation were typically driven by abstract liberal principles rather than by any "real sympathy" with Jews. Against this backdrop, Wagner sought to vindicate the "instinctive dislike" and the "involuntary repellence" that Jews incited in non-Jews. He sought in this way to put an end to German liberals' misplaced political sympathies and to alert his contemporaries to the ways in which Jews were defiling the art world and transforming culture into a commodity. 76 Deborah had its premiere a year before Wagner's essay was first published. It is striking just to what extent Mosenthal's commercially successful Jewish drama subverts the logic at the core of Wagner's challenge to the liberal principles of the 1848 revolution. Deborah used the theater to generate goodwill for Jews, and it did so through a distinctly theatrical mode of sympathy that performed particularly well at the box office. Playing into the burgeoning star culture of the mid nineteenth century, Deborah provided aspiring and established actresses the perfect showpiece for their talents, one that enabled audiences to recognize their artistry through feeling the pain of the Jewesses they brought to life on stage. Through electrifying performances in which actresses-whether Jewish or not-became Jewish in the theater, audiences could experience the thrill of identifying with Jews, practicing precisely that mode of liberal sympathy Wagner sought to discredit.
Unlike Gustav Freytag's bestselling novel Soll und Haben (Debit and Credit, 1855), Mosenthal's blockbuster drama did not cast Jewish otherness as the symbolic foil for the creation of a liberal national community that had no real place for Jews as Jews. Deborah placed Jews and sympathy with Jews at the center of both its ruminations on the nature of a liberal polity and its workings as a theatrical spectacle. Clearly, there may have been much here for the literary elite to be suspicious of; the success of Deborah was inextricable from an emergent star culture that had ample detractors on both sides of the Atlantic. The fact that this drama played so well from Moscow to Barcelona, from London to Kingston, and from New York to San Francisco and just about everywhere in between may not be enough of a reason to bring Mosenthal back to Broadway or the Burgtheater. It does, however, give us a fascinating window into the role that popular theater played as an arena where Jews and non-Jews came together to promote both a distinctly liberal brand of philosemitism and a distinctly philosemitic brand of liberalism. Mosenthal's melodrama, with all its exoticism, was hardly escapist, even as it gave audiences the thrill of feeling Deborah's pain and suffering. Putting contemporary star culture in service of sympathy with Jews, it gave rise to a world in which becoming Jewish on stage emerged as the ultimate theatrical experience and where compassion with Jewish suffering could emerge as a distinctly political mode of liberal sympathy.
